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Humankind as a direct result of the progressive model is continually searching for new
ways to better its situation. This desire manifests itself in a multitude of ways, the most promi
nent ofwhich is the dedication to advancing technologies.(figure
1) This dedication to research and advancement can easily be
recognized as an obsession that is leading to the ultimate loss of
the freedoms hoped to be gained. Humans are increasingly
becoming enslaved by apparatus of their own making that were figure 1, scene from
"Poison"
created with the intention of freeing them from restrictions of work or control. Technology has
solidified its power at the expense of individual freedoms. The tentacles of technology reach far
into our culture affecting all aspects of life, including art. It is inevitable that there be art that
both uses and critiques various technologies. The critiques are largely based on the overwhelm
ing influence technology wields. "By virtue of the way it has organized its technological base,
contemporary industrial society tends to be totalitarian. For
'totalitarian'
is not only a terroristic
political coordination of society, but also a non terroristic economic-technical coordination of
society which operates through the manipulation of needs by vested interests. It thus precludes
the emergence of an effective opposition against the
whole."1
Humankind, in its most optimistic outlook, proposed technology to control the produc
tion setting. By regulating and consolidating modes of production, technology could increase
efficiency and productivity, thereby affording individuals greater free time. However, the scope
of technology's force has spread beyond production houses. Technology ingratiated itself into
the hearts of humans, and it soon became an indispensable
crutch to rely upon. The greater the acceptance, the greater
the
presence. In conjunction with the presence of technology was
the loss of control. Individual technologies are controlled by
humans. However, today's society is such a complex web of
figure 2,scene from "Modern
technologies controlled by numerous individual that one cannot
Times"
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be sure who the final link of the seemingly endless chain of technics is. (figure 2) Thus the pri
vate space of the individual is prey to manipulation on various levels. "Today this private space
has been invaded and whittled down by technological reality. Mass production and mass distrib
ution claim the entire individual, and industrial psychology has long since ceased to be confined
to the
factory." 2
One of the most obvious ways that technology manipulates the individual on a personal
level is its subscription to a consumerism. The qualitative, in this system, is subjugated to the
quantitative. A progressive system fosters a spiral of never ending desires never ascertained
because the system always creates more. Everything in this system is reduced to a quantifiable
amount. Theodore Adorno demonstrates this theory in terms of music. He states that most indi
viduals consume music, instead of experiencing it. The value of the music is pervaded by the
quantitative value given to it by the consumer. The listener never addresses its value because he
always evaluates it in a structure that allows only quantifiable ranking. Further,Adorno states
that, "He (the listener) brings nothing home which would not be delivered to his
house." 3
Thus, he remarks that the listener first consumes the music because the society dictates him to
and the only value he derives from it is the predetermined value instituted, a priori, by the con
sumer culture. Society embraces this mentality and most of its members are entwined in search
of a greater number of material goods. Herbert Marcuse proposes that, "...the mere absence of
all advertising and of all indoctrinating medial of information and entertainment would plunge
the individual into a traumatic void where he would have the chance to wonder and to think, to
know himself and his society."4
The second mode ofmanipulation made popular by technology is the revocation of pri
vacy. "Can a society which is incapable of protecting individual privacy even within one's four
walls rightfully claim that it respects the individual and that it is a free
society?"5 The trans
gression of society into the individual's private space demonstrates the absolute domination of
the whole over the individual. "...The society which projects and undertakes the technological
2
transformation of nature alters the base of domination by gradually replacing personal depen
dence with the dependence on the 'objective order of
things'
(on economic laws, the market,
etc.) To be sure, the 'objective order of
things'
is itself the result of domination, but it is never
theless true that domination now generates a higher rationality...."6 Society, by accepting the
greater importance of the hierarchical order of things, has allowed individual liberties and free
doms to dissipate. Directly resulting from this scale of importance then is the permission by
society to participate in strict surveillance of themselves. Surveillance is such a major aspect of
this society that individuals have become complacent in their participation with it. This compla
cency led to a confessional culture. Often, surveillance is unnecessary because such a large por
tion of society has been indoctrinated into the belief that they are willingly sharing their privacy
rather than recognizing that their privacy is being taken. There are several distinct manifesta
tions of this in society: confessionals, voyeurism, and dialectic nihilism.
Voyeurism is directly linked to western cultures emphasis on sight. Voyeurism is a direct
result of the indulgence of the sense.
"That virtually all cultures surround the act of vision with proscription
(e.g. the evil eye, the gaze ofMedusa) further suggests that vision is fully
as social as it is physical. Once vision has been learned and mastered, it is
subsequently 'worked
upon'
by the social world that in turn works to
acculturate the human infant. While the voyeurism of a peeping torn or
the exhibitionism of a flasher are classified as perversions, Freud emphasized
that as drives (active) voyeurism and (passive) exhibitionism were innate
components of normal
subjectivity."7
Although it is clearly recognizable that women were traditionally
the object the speculation, the entire culture can be seen as
increasingly voyeuristic. Several artists address the subject of









are an excellent example of voyeuristic tendencies of individu
als in society and how those tendencies impinge on other's pri
vate space both physically and metaphorically. In "Suite
Venitienne"
(figure 3)8, one of Calle's earliest works, she fol-
igure 4 lows a stranger, whom she met briefly in passing, from Paris to
Venice. Unbeknownst to him, she follows him about Venice photographing all the locations he
visits. "L'Homme Au
Carnet"
(figure 4)9 takes this idea to its seemingly
natural ascent. In this photographic series, she finds a man's address book
and seeks out the individuals in that book. She asks each of them to tell her
something of the man, and she documents the stories carefully. The
encounters are then published in a Paris newspaper.With this work, Calle
invades the private enclave of the man, not physically, but in such a way to
demonstrate how close a stranger can come to your personal self. Calle
addresses the concept of physical transgression in
"L'Hotel"
(figure 5)10 series. In order to exe
cute this work, Calle becomes a chamber maid at a hotel. While cleaning, she photographs the
rooms and their contents, documenting all the belonging of their temporary tenants. The impe
tus for this work was Calle's lost feeling after returning to Paris from a long trip. By living vic
ariously through the people she followed and documented, she
hoped to reestablish her own rituals and routines to reacquaint
herselfwith her own city. The watching of other became her
means of functioning and negotiation her position within the
world.11 Calle serves as an excellent example of how increas
ingly the entire culture has embraced voyeurism; what was once
figure 6
the dominion ofman over woman is now the whole watching each other.
Another artist dealing with the power relationship connected to voyeurism is Lynn
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Hershman. In "Room ofOne's
Own"
(figure 6)12, Hershman relegates the art viewer to the sta
tus of voyeur by forcing them to observe the piece through a small peep hole. Inside the room
are four video scenes that can be viewed in seventeen different I
ways depending solely on the choice of the voyeur. Among
them are: a phone sex call, a stripper who states "don't look at
me"
and "go away", a close-up of a woman's eye with the
inscription of 'are our eyes targets?", and a woman shooting a figure 7
gun directly at the spectator shattering a glass pane, (figure 7) "With its eroticized atmosphere,
seductive protagonist, and privatized viewing conditions, 'Room of One's
Own'
quite deliber
ately mimics the scopic economy of the peep show. Invited to peep and provided the desired
spectacle of femininity staged for the looking, the viewer is, in effect, both captivated and made
acutely aware of the equivocal nature of this voyeuristic
scenario."13
By manipulating the view
er into this distinct role, Hershman demonstrates what she perceives in everyday society. The
exaggerated nature clarifies voyeurism into distinct representations and messages. The viewer is
forced to confront, not only the seductress, but also their own role as the voyeur. The viewer
feels as if they own the situation, when in reality, they are forced by the situation, to reevaluate
themselves.
The notion of introducing the viewer into a situation within which they can reflect upon
their own role in a larger context is one used frequently by Dan Graham. The foundation for
much of his work lies in the society's reliance on sight to evaluate an entire situation. His archi
tectural explorations, which often incorporate the one way mirrors of corporateAmerica, ques
tion the role of packaging and representation of humans as a workforce, and its modes of orga
nization. In reference to his work, Graham states, "...it explores the relationship between a pri




*'In the earliest pieces involving mirrors and glass, I set up a situation
where public space would function like a showcase window, except
that the spectators would see themselves in place of the commodity,
gazing at themselves, or other audiences gazing at them as a second
audience on the other side. The pieces are always involved with the
psychological aspect of your seeing your own gaze and other people




(figure 8)16, installed at the Carnegie Museum of
Art in Pittsburgh, is an example ofGraham's psychological and
physical division of urban space. The viewer, through a system of
figure 8
mirrors and glass can view himself in avariety of different contexts.
These scenarios are ever changing with the environment and other people in the environment.
The work then constantly changes implications with the changing scenes.At the same time the
viewer is watching, they are being watched. The glass/mirror combination provides physical
barriers that are constantly transgressed by the power of the scopic sense. In "Present
Continuous
Past(s)"
(figure 9)17, Graham creates a situation with
mirrors and video cameras where everybody can watch each other
and themselves at present, eight seconds in the past, eighteen sec
onds in the past, and twenty-four seconds in the past. Here, every
figure 9
one's subjectivity is altered by the presence of the past. You literally are watching your life go
by. This piece also demonstrates, that at any point, you are prey to the eyes of another.
The rise of the confessional and dialectic nihilism coexist in a symbiotic relationship.
When censorship fails to ameliorate a subject from discussion, that subject is turned into a dis
course so that words can render its impact virtually meaningless. Modern society deals with sex
in this manner.Although, through various media, this culture believes that it is open concerning
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the subject of sex, the underlying truth is that sex is turned into a discourse so that it can be
talked into oblivion and its pure power relegated to nothing. "Between the state and the individ
ual, sex became an issue and public issue no less; a whole web of discourse, special knowl
edges, analyses, and injunction settled upon it. Sex became something to say, and to say
exhaustively in accordance with deployments that were varied, but all, in their own way, com
pelling.And these discourses on sex did not multiply apart from or against power, but in the
very space and as the means of its
exercise."18
By removing the question of pleasure, discourse
turns sex into a mundane topic du jour. Rather than directly repressing sex and sexual behavior,
it can be monitored by the authorities, via lengthy intellectual discourse. One can clearly see
how technology and the information age participate in the proliferation of discourse. Through a
variety of technologies, one can participate in and subsequently under
mine the power of virtually any subject, simply by discussing it. Sex is
just one ofmany examples of items that have fallen prey to the informa
tion age.
An extension of this discourse is the desire to confess. Foucault
purports that this is not just a desire, but a compulsion.
"
The obligation to confess is now relayed through so many dif
ferent points, is so deeply ingrained in us, that we no longer per figure 10
ceive it as the effect of a power that constrains us, on the contrary,
it seems to us that truth, lodged in our most secret nature,
'demands'
only to
surface and if it fails to do so, this is because a constraint holds it in place,
the violence of a power weighs it down, and it can finally be articulated only
at the price of a kind of
liberation."19
Thus one can perceive from this that confession thus is the compulsive act of the wrong doer
and cannot be forced by the will of the authority. It is an act resulting from a specific set of
morals or traditions that have long been established and are not easily broken. Sophie Calle
constructed a confessional in a gallery which served to question these very notions, (figure
20)20 j^e sanctity of the confession has been destroyed
because forgiveness is now expecting
7
at the admittance of wrong doing. No longer are individual held responsible for their actions,
so
long as they confess in a public forum. Traditionally, confession resulted in further punishment.
In today's society, confession serves as the punishment, and more often than not, a very lax one.
This system, gains continual support, however, because it is a self supporting link in an
infor-
mationally driven, technological society. If confession is relied upon as punishment, then the
information and surveillance technologies are necessary. Thus, a self-perpetuating web is creat
ed, linking authorities in power to the technologies that undermine individual liberties and free
doms.
"Pink"
is an installation that seeks, through the manipulation architectural space and the
positioning of bodies within that space, to explore the diminished privacy technology affords
individuals, the melding of public and private space, and the current status and the subsequent
undermining of contemporary power structures at an individual level.
It is through the manipulation of architectural spaces that much conceptual art thrives
upon. Humans, as creatures of habit, rely upon certain signs and
symbols as indicators for easing them through daily life. By
rearticulation the most fundamental of these structures: the envi
ronment or physical landscape; the emotional implications can
easily be altered or manipulated. Bruce Nauman's installations
are
indicative of this point. For "Yellow Room
(Triangular)"
(figure
figure 11 ll)21, Nauman flooded the room with a particularly disconcerting
yellow light. The shape of the room added to the discomfort: "I find triangular spaces really
uncomfortable, disorienting kinds of spaces. There is no comfortable place to stay inside them
or outside them. It is not like a circle or square that gives you
security."22
Insecurity due to wall
shape is an intangible phenomena that can truly only be felt. Insecurity can be described, but
cannot be understood without phenomenological experience. Nauman's art lies, not then within
the physical manifestation of the architectural structure,
but within the mental implica-
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tions it strikes within the minds of the viewers. As James Turrell states,
"It is about how you confront that space and plumb it. It is about your seeing.
How you come to it is important. The qualities of the space must be seen, and
the architecture of the form must not be dominant. I am really interested in the
qualities of one space sensing another. As you plumb a space with vision, it
is possible to 'see yourself see'."23
Another piece along this same vein is "Green-Light
Corridor"
(figure
12)24. This structure is ten feet tall, forty feet long, and a foot wide. It is
simple a small corridor containing a green light overhead. With this con
figuration, Nauman encourages the viewer to traverse the corridor, there
by confronting its claustrophobic effects. The green light serves to
heighten the eeriness of the experience. Once again, the art is then the
viewer's experience. There is no precious object. "Corridor
Installation"25 is a piece that directly addressed the question of surveil-
figure 12
lance. In this work, Nauman created six passageways, only three of which were passable.
Within those passable corridors are cameras (at one end) and monitors (at the other end). While
traversing the corridor, the viewer can watch their entrance as seen from behind. This piece not
only raises the issue of discomfort but also the question of voyeurism.
Another way Nauman affects manipulation of emotion is through sound. "Acoustic
Pressure
Piece"
(figure 13)26 is a work that seeks just that. It is yet
another corridor that the viewer must traverse in order to experience
the art. "Bruce Nauman, by contrast, warps our habitual way of hear
ing and its capacity to inform our sense of proper physical location
in space by removing or reflecting the ambient sound along his thir
ty-foot wall constructed from acoustical insulation. When we walk figure 13






was designed to be an absence of presence upon initial
jglance. It "...integrates the sculpture into the architecture of the
Igallery, using vernacular building materials and techniques that
Ireiterate the construction of the gallery walls. The outer shell of
the structure is left raw, creating an inside/outside that prompts and exploration of
function."
(figure 14)28 The viewer could locate the
"art"
in the space only upon further exploration.
There is no baiting, as it is integral to the pieces functioning that the viewer initially be unaware
of their own manipulation. The first item experienced by the viewer is the corridor music. This
music contains fragments of various symbols intermingled and merged into one continuous
soundtrack. The fragments include: silver spoons clanging, money, windows blinds, a bell, and
voices. The music references various tools with which society as a whole manipulates the
actions of individuals. This includes intentional or non intentional, white noise, manipulations.
"Ambient sound, or the sound that surrounds us, gives us a sense of our proper bodily location
in space."29 Further, sounds can be used to motivate or discourage certain actions. The most
obvious tools are economic. Economic echelons are the impetus to always strive for better
things or a better life. These desires undermine an individual's capacity at self fulfillment Self
deprecation is constantly perpetuated by the nagging of a society that demands greater and
greater expectations be met. "Thus economic freedom would mean freedom from economy-
from being controlled by economic forces and relationships; freedom
from the daily struggle for existence, from earning a
living."
(figure
15)30 The clanging of the silver spoons, thus, is an allusion to the oft
said: "you were born with a silver spoon in your
mouth."
In conversation,
this statement has a negative connotation either way, while at the same
time upholding the ideals society embraces.
figure 15
The importance of the music to the piece as a whole is one not to
be overlooked. "If sound, music, and noise offered visual artists a means to represent the con
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tinuum of space-time, it extended
artist's'
ability to elicit new responses from the once passive
onlooker."31
Further, "Through sound and music artists not only banished the old separation
between the artist and the onlooker, they also broke down the old boundaries among the various
forms of art."32 It is through the music that the viewer is initially brought into the fold of the
work. Thus, the phenomenological experience of the work begins.
The viewer is immediately faced with the decision of which way
to enter the corridor. The openings on both sides of the corridor are equal, [
and there is no indication of the
"correct"
way.When entering from the
right, the viewer encounters a steel doorway, seven feet high, enclosed
within a ten foot long corridor, eight feet high, (figure 16) If the viewer




x 6.5'), figure 16
with a mirror directly facing them. Inside, one can hear a clanging of spoons and see two small
(3.5"
x 3.5") video monitors and a small metal stool screwed to the floor.
(figure 17) Upon closing the door, the viewer hopefully feels claustropho
bic and becomes aware of the menacing aspect of the chamber. There is no |
space to lie down, nor is there a place inside the chamber that the viewer
can escape the glare of the bare 100 watt bulb. It is the intention that the
chamber reference two distinct veins: a sex booth in which the performer
maintains the power, and a torture chamber in which the inhabitant has no figure 17
power. This introduces the power dichotomy within which it is assumed that one party has the
power, when in fact it is the opposite. This point will be addressed further in detail later. If the
viewer chooses to sit, (the stool provides the optimum viewing position for the videos), they
engage themselves, albeit unknowingly, in a power triangle between themselves, the ballerina in
the videos, and the viewer on the other side of the mirror. The viewer inside the chamber is
once again caught in a contradiction. They sit, hovering over tiny monitors, physically superior
to the tiny girl on the screen.At the same time, however; they are forced, due to the positioning
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of the stool, to spread their legs at the mirror. This position initiates a sense of vulnerability.
The video is simply a ballerina dancing in a dress made completely of silver spoons.
(figure 18) The ballerina serves as an icon of upper society. Traditionally,
only those with wealth could afford the luxury of the ballet and the luxury
of eating with silver utensils. The ballerina dances from one monitor to the
next, only twice looking directly at the viewer in an attempt at reversing the
power struggle. The positioning of the viewer in relation to the ballerina
demonstrates the undermining of this power structure.Although economic
prosperity indicates power, and according toMaxWeber; economics rules figure 18
the society, the viewer is in a greater physical power
position.33 This raises the question of who
is more powerful in this situation?
IAdding to the complexity of this power struggle is the reality that some
(viewers chose to enter the corridor on the left and via the one-way mirror,
lare witnessing this entire event, (figure 19) The work forces these indi
viduals into the active role of voyeurism and those on the other side into
Ithe passive role of exhibitionism. Initially, it is assumed that those watch-
ling are the ones, within this power triangle, who are holding the ultimate
(amount of power. However, this power structure, too, is undermined by
the piece.As a result of the chamber not being sound proof, the occupant
inside is able to hear the happenings on the outside. It is at this time, hopefully, that the realiza
tion occurs that they are, in fact, being watched. Thus begins another transformation that once
again questions the established power structure. Upon the realization of being watched, the
inhabitant becomes a performer. Upon becoming the performer, they regain the perceived lost
power by now controlling the situation. It is here that the torture chamber mentality is trans
formed into the sex booth mentality. The inhabitant subjects the outside viewer to anything of
their own desire, and the outside viewer actively watches by their own choice. It is
12
figure 19
at this time that the piece confronts the sensibilities of all the viewers. It is the intention that it
raises questions that need never be answered aloud, yet be made aware of. The use of the mirror
was important to demonstrate this concept.
The use of a mirror and glass as a means ofmanipulating an architectural space
found
impetus with the work of several ofmy influences. As mentioned earlier, Dan Graham often
uses glass and mirrors to demonstrate the physical and mental division of space. In "Rooftop
Urban Park Project"34, the installation on the roof of DIA Arts Center, Graham constructed a
circle of glass within a square. Although visually one can traverse the barriers, the physicality
of the glass divides the space into an off, strangely uncomfortable configuration.
Damien Hirst is another artist who uses glass as means of barrier that is transgressed
visually and mentally. The viewer submits to "TheAcquired
Inability to
Escape"
(figure 20)35 and quickly becomes claus
trophobic because of its implications. Hirst, also explores the
question of privacy in "Sometimes IAvoid
People".36
Physically, the glass structure serves as a barrier to the outside
world. Yet, all is easily accessible, at least visually, within the
figure 20
piece. The shelves themselves are made of glass, such that the
inhabitants or in this case, pieces of the life support, can be seen from any angle.
IBill
Viola'
use of glass and mirror also serve to place the viewer in con
text to the art. In "To PrayWithout
Ceasing"
(figure 21)37, Viola utilized
la storefront window with a large video screen. The video footage, in this
(piece, served as a clock for the passing days. The video played continu-
lously, but was mostly only visible during the day. The piece was intro-
Iduced into the public realm via the space of a storefront window. The
I piece is thus grounded in the setting of the city. The
"prayers"
of the
video are thus inextricably linked with the day to day functioning of the
13
figure 21
city and the viewer, as they can see their reflection in conjunction with the video in the
window.
Viola further explores the notion of the self in conjunction with society using an architectural
structure in "Slowly Turning Narrative", (figure 22)
38 The mir
ror/projection screen combination spins slowly on a single axis
incorporating the color imagery of a carnival scene, the black and
white imagery of a man reading a list, and a mirrored reflection
of the viewers and the space. "The entire room and all persons
figure 22
within it become a continually shifting projection screen, enclos
ing the image and its reflections, including a self-reflection of the space and the viewer, and all
locked into the regular cadences of the chanting voice and the rotating
screen."39 Through the
various perceptual levels, the work draws the viewer into the experience, such that the viewer
and his rationality becomes part of the piece.
Further, the piece demonstrates the subversion of accepted power structures in an
underlying manner. Violent overthrow is always an option, yet there is also a means by which
one can achieve goals surreptitiously and without fanfare. It is necessary, in this age to negoti
ate ways in which one can achieve their goals without the interference of technology and the
consumer society. Marcuse suggests, "Solitude, the very condition which sustained the individ
ual against and beyond his society, has become technically
impossible."40 If this is taken as
truth, then it is simply necessary to find a way to subvert those controls that attempt to blend all
individuals into society as one being. Certain philosophers includingMarcuse grant art this
power.
"The rationality of art, its ability to
'project'
existence, to define yet unrealized
possibilites could then be envisaged as validated by and functioningin the
scientific technological transformation of the world. Rather than being
the handmaiden of the established apparatus, beautifying its business and its




is a culmination ofmany ideas of interest to me. It is also one step in a series of
works dedicated to these interests. The first of such works is "Through Life's Repetition,
Dreams Fade", (figure 23) This piece consists of a nine inch photograph
printed on ceramic tiles consecutively to cover a six by nine foot area. At
the end of tiles is a plaque (engraved glass) that reads the name of the
piece. The photograph is of a young ballerina. It was the intention that, in
the viewer's attempt to get to the plaque to read it, they step on the tiles
thereby participating in their destruction.With this work, I questioned the
traditional means of art viewing in terms of recognizing the importance of figure 23
the viewer to the piece. I wanted to create work that would function only in a limited manner
without the participation of the viewer. "The onlooker, once solely a passive observer, became
the artist's collaborator. The work of the art, once silent, permanent and timeless, became a
hybrid object that began to resonate in a third realm beyond the worlds of illusion and reali
ty."42 The ballerina was a symbol of interest to me in terms of the desire of that goal and subse
quent personal destruction it could lead to.
Following this piece, I created the hanging bed. (figure 24) It was made of galvanized
steel, wood, polyester, and aluminum. It hung from seemingly precarious pipes via aircraft
cable. Above the bed hung five small aluminum cubes that could only be
seen into through their small windows when the viewer lay on the bed.
Inside each of the cubes were bodily fluids. I was intrigued with the notion j
of the bed and its importance to this society. I had not owned nor slept in a
bed for many years and purchased one upon arriving at graduate school.
My first months with my new bed were a personal hell. The comfortable,
dream filled nights I hoped for were replaced by nightmares and backach
es. The concept of the bed and its role in the household, however,
remained of great interest to me. I found inspiration in the beds (not literally, but figuratively)
15
figure 24
ofVitoAcconci and Bill Viola. Acconci's exploration of nontraditional bed materials interested
me, because I began to question why we choose to create the seemingly most intimate place
out
of certain materials and not others. I found humor inAcconci's
"Fluorescent
Bed"
(figure 2S)43 and "Multi Beds
#1-5"
My
interest included an extension into various implications of bed use,
such as medical. I wondered ifwe do not own metal beds at home
because it reminded us of being at the doctor. Bill Viola's
"Science of the
Heart"
(figure 26)45 was of great interest to me
because of its incorporation of video and sculpture. This interest
led to my next bed exploration.
"That BitchAin't Got No
Brain"
is the result of the grow
ing interest in beds (specifically), architectural space, and video.
The piece consisted of a six by fourteen by eight foot black room
encased in a larger black room. If the viewer chose to enter the
figure 25
figure 26
space they would find an inside of a room, all black, with an iron bed-three by six feet-in the
center. If the viewer chose to lay on the bed their head
activat-
||ed a video on the six by fourteen foot screen that was the
ceil-
||ing of the room. The video consisted of clips from Hollywood
|movies about violence against women. It was coupled with a
(drippy, cheesy song about womanhood. The functioning of the
physical piece is what I consider the most successful part of the
piece and it was from this point that I was ready to expand.
I began work on
"Umbilicus"
with the intention of creating a sound piece that utilized
the participants as the only visuals, (figure 28) I became very interested in the way we, as indi
viduals in society, choose to package ourselves. Further, the dichotomy between how we choose
to package ourselves and the reality of self that is obvious to others is the contradiction I was
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figure 27
looking to explore. The overwhelming confessional culture is the strand that I extracted from
modern society, and found that this was where my philosophical interests were. I created an
eight by eight by eight feet wood structure that was wrapped with
plastic. It was the intention that as the viewer moved throughout
the space, they triggered various confessionals within and outside
the space, so that as they appeared contradicted what was seem
ingly being said about or by them. The physicality of the space
failed me, due to the one foot step necessary to enter the space.
Further, I thought the piece was limited in size and scope. I there-
figure 28





never with the intention of being the color pink. It was with
this work that I wanted to fully explore conceptual art. The work addresses the implication of
pink and the hierarchical order of society, including the color wheel. What is strong in the piece
is subverted to the position of weakness. Pink thus rises to its nontraditional position of power;
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